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Chapter 1
Philosophy of Education
My philosophy of education is a representation of my experiences as a student and what I
believe is most important to education as a teacher. I will share my personal education history
and tie my experiences to current education concepts to explain where I currently stand as a
teacher. The main things that I will discuss as a teacher will include:
•

Bilingualism and teaching music education with a social justice scope of practice

•

Issues involving our instructional practices and how our educational system is
shaped.

•

How I examine or interact with those who lead school systems

•

Interacting and creating a classroom environment that represents supportive
learning.

My Personal Narrative
My name is John Donnelly, and I come from an Irish Catholic family. My father had
thirteen brothers and sisters and grew up in the poverty of Detroit, Michigan. My father has
many stories about his experience as a White American growing up in Black neighborhoods.
After drafted into the Vietnam War, my father moved all over the US and finally settled in
Oregon with my mother. My mother was born and raised in NW Portland in an upper middle
class White American family and met my father through the medical field.
My parents never discussed our cultural identity or family heritage; they were always
secretive about anything regarding my personal family history. The information I do know about
my family history comes from modern tracking and social media research. Like most White
American families, we did maintain the concept of traditional White American holidays,
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travelling, camping, and weekend activities. For example, my family would spend two weeks
each summer in the woods camping without electricity or running water. I remember that our
finances were always an issue and sometimes resulted in missed meals, eating at friends’ houses,
no electricity for a few days, or sharing bath water as kids. My siblings were born in Portland,
and I was born in La Grande, Oregon. We lived in La Grande for four years, renting a barn from
a local farmer. We moved to outer SE Portland when I was five, renting a home in a lower
income neighborhood. My parents were not wealthy and considered lower middle-class income,
so we rented houses, as we could not purchase a house. I would imagine that we were able to
rent freely in any neighborhood, but I do not know the exact details of our housing arrangements.
Both my parents were full time workers and starting in Kindergarten I took the bus to school and
came home to an empty house. My parents typically came home around dinnertime and left for
work before school started. It was not until many years later that we would purchase a house in a
higher property value neighborhood. As I look back now, the demographics of the two
neighborhoods were vastly different. Most of my neighbors in the first home were not White
Americans. My friends were of either Asian or Hispanic heritage. I also did not find a difference
in our housing amenities or property value; we did not have the rich house on the block. When
we moved to our new neighborhood, I do remember a dominant White culture in the
neighborhood, but my neighborhood friends were not White. I still played with Asian and
Hispanic neighbors more so than my White neighbors. The development stages in my life
centered on a lower income housing and friends who were not White American. This
fundamental connection to all people helps guide me today to understand my beliefs about
education today. My socioeconomic influences as a child help guide the way I can teach youth
today, especially those who are experiencing similar situations like mine.
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My Personal Education Struggles
I have a vivid memory of my third-grade experience that changed my schooling attitude
and success. Like most of the teachers at my school, my third-grade teacher looked like me
(White) and was somebody with whom I could relate. Things were great until a specific incident
that I believe caused a ripple in my learning and development as a child. The concept was math
story problems (take a box of cereal and determine how many calories you would eat if you had
four servings), and I was struggling with this concept. We had a test, and I could not figure out
how to answer the problem, so I left it blank. My teacher would not accept this and had me sit in
the corner to finish the test. As a result, I started to cry in front of the entire class. After a while,
my teacher sent me to the principal’s office to finish my test, and the rest of the kids went outside
for recess. Since I was in the office, I missed dismissal time and my parents had to come pick me
up. My teacher used an archaic version of education, the Piaget model that focused on the use of
high mental function that developed from an internal knowledge base, or innate knowledge
(Ormond 1999). This model was widely used until the Individuals with Disabilities Education
Act (IDEA) in 2004 changed the way education labeled struggling students, like me. A clearer
way of testing students for ADHD, as well as more research, helped students who may have a
disability that went undiagnosed. What was missing from my teacher’s classroom was the
support structures that IDEA created for students who were struggling. Many different strategies
have developed for students with ADHD including Scaffolding, Understanding by Design,
providing students with support staff, extra time on testing, and many more (Ormrod 1999).
I had no clue how my emotional trauma of the third-grade incident would affect the way I
learn in school. Every time I struggled with something that did not make sense, I would flee or
give up. My grades suffered and I decided school was not for me. I read a study once (but that I
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cannot now find) that said most inmates and juvenile delinquents stopped caring about school
around ten years old. My third-grade experience changed the way I understood school, and it
caused some major gaps in my learning experience. I never had the opportunity to participate in
advanced level courses because of my lower achievements and grades. Instead of academics, I
became more focused on socialization and music. Because of my lower achievement, I took
courses that did not challenge me like physical education, band, and free periods. I even had to
take a freshman biology course multiple time because I refused to attend class and complete the
work. As a student who was undiagnosed with a learning difference and ADHD, I never had
opportunities or educators that understood how I function. My purpose as an educator is to use
the experiences I had as a child to fund the ways I instruct students today. Now that early
intervention, identification, and assistance programs are becoming standard, students can be
challenged in a way that is helpful to the individual, not the institution. Another example of my
achievement gap was during my senior year. I was at risk of not graduating if I failed English.
After speaking to my English teacher, I was told that if I completed a book report, I would
receive a passing grade and be able to graduate. The book was called Johnathon Livingston
Seagull, a chapter book with pictures (Bach, 1994). The writing was extremely poor, and the
grammar was primary level. Perhaps my English teacher knew I had some learning struggles and
accepted my paper based on my ability level. He extended the assignment to me to accommodate
my situation, although it may have been a disservice to my learning, as I continued to struggle
with reading and comprehension concepts until I was diagnosed and received proper support. As
an educator it is our duty to our students to understand the background information of our
students first. When using students’ prior knowledge, I will have a better chance at teaching in a
way that is understandable to all students. We call this differentiation in education (Omrond
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1999). Somehow, I ended up graduating despite my avoidant learning tendencies, and I use this
experience to guide myself towards all students’ ability levels. The book Johnathan Livingston
Seagull is used in many English Language Learning populations and the more I research about
multicultural and bilingual education the more I understand how my experiences with literature
and comprehension are like those learning a secondary language. The most important part of my
education experience is that I stand for change within the education system. A student should not
go through a similar experience when learning, especially at the primary level. The fault is not
necessarily the educator but a larger systemic issue regarding differentiating learning for all
students, regardless of ability levels.
In Tyrone Howard’s Book, Why Race and Culture Matters (1999), Howard states, “One
of the more critical features of a school is the vision that principals have for their school” (p.
135). I do not know the full intention of my third-grade principal, but I can say from my
experience that his mission did not provide a positive learning environment for me. I also do not
remember the specific demographics of the school, but I do know most individuals were White
American. It is hard to look back on the curriculum because I was not a good student. My poor
experience with Mr. Thompson led me to become disenfranchised with school.
My educational background is unique in that it provides me with specific experiences,
tools, and ways to support multiple backgrounds and learners. Although some of my learning
experiences are considered traumatic or unfortunate, I consider them a structure of resiliency in
my learning experiences. These events will also become the foundation of my teaching career.
When I use the concepts of multicultural education, I look back and cannot find specific
ways my teachers incorporated lessons to provide equal opportunity for all students to learn. As
my story indicated, I did not understand the content, but I am sure more students, especially
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those of color, went through even more troubling times than I did. Although my experiences
were traumatic, I was a part of the dominant culture of the time. Culture encompasses many
things, some of which are more important for teachers to know than others because they have
direct implications for teaching and learning. Among these are ethnic groups’ cultural values,
traditions, communication, learning styles, contributions, and relational patterns (Gay 2002). My
culture being the White dominant culture still provided me opportunities to move through
education without direct implications for teaching and learning. I strongly believe that if my
teacher focused on a way to “determine the multicultural strengths and weaknesses of curriculum
designs and instructional materials and make the changes necessary to improve their overall
quality” (Gay, 2002, p. 108). my education experience may have been different. Multicultural
education is a reform to change schools and educational institutions so that students from all
groups have equal opportunities to gain experience. This requires a total educational
environmental change, not just the curriculum (Banks 2019). As I learn about my experiences
from education, I have concluded that my experience may be like some struggling students who
are in the non-dominant cultures. A common process of learning for students of color are
avoidance learning, or the process of learning to stay away from an aversive stimulus – on that
causes pain, anxiety, or frustration. (Ormrod, 2020).
How Music Changed my Education
The band classroom was my sanctuary throughout school. As I started high school, I
noticed a larger community of acceptance for all persons. Gary Howard wrote a book titled We
can’t teach what we don’t know (1999). Howard’s goal was to embrace culturally responsive
teaching by using what teachers already know. My high school band teacher knew the
importance of effective teaching through content and a culturally diverse knowledge base. The
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band program was the most culturally diverse class I had through high school. Although the
majority were White American students, there were also students from Asian, Hispanic, Russian,
Romanian, Black, and Native American backgrounds present in the Band program. Howard also
indicates the importance of school leaders to talk about race and what it means for students'
experience. My band director understood that music is a way of communicating, and she used
the band literature to develop a deeper understanding of race and culture. We did not just play
White American composers in our classes, but also played music by culturally diverse composers
including those from Black, Russian, and Hispanic backgrounds. The instrument music
curriculum leads to creating a diverse knowledge base of culture and our teacher educated
students in their own cultural context through music that tied to student’s lived experiences,
personal backgrounds, and cultural ways of knowing (Lee, 2007).
Although music has led me to be successful in my career, life, and who I am as a person,
I am pursuing a career in education so I can be an advocate for those students who may fall
through the cracks as I did. As I learn from Howards (2017) three concepts of critical reflection
on race, I find myself challenged to engage in a critical mindset about what racial awareness
means. I have sought out mentors and peers to develop awareness and service to my current
students. As Schon (1987) describes reflection as a process that requires action, I also understand
that critical reflection is never complete and sometimes you may learn one thing today but
realize in a few weeks that you missed a second part. Accepting these errors and improving your
teaching accordingly is a suggestion from Howard that I take to heart. Ladson-Billings (1995)
finally states that teaching is not a neutral act and does tie in with the political race and class
discussions. I strive to be mindful of these complexities, especially in the last year, and support
students in how they identify themselves and form their identities. If you were to ask my current
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students, they would say I have a strong passion for music, individual cultures, and genuinely
enjoy teaching a lifelong love of all music. When you talk to my family, they say I am a happy
person after a day of teaching, and when you talk to my sons, they spend a lot of time in the band
room as musicians, spectators, and learners.
Bilingualism in Education
As I stated in the previous chapter my family has a strong presence in my life, especially
when it comes to music. Music maintains a strong tie with a family’s culture and community
which in turn creates a clear connection with the cognitive learning process and concepts of
bilingualism. “Music and language are two cognitive domains that share may features and
sensory-perceptual and cognitive networks” (Moreno et al., 2014, p.330). Many neuroscientists
today will argue that music creates connections with elevated levels of cognition, thinking, and
language function. In fact, music treatment is used to increase cognitive functions with attention,
auditory memory, critical listening, and retention of symbols (Moreno et al., 2014). An integral
part of bilingualism and multilingualism is to understand the background of a student’s culture.
A key component to every student background and culture is through the music. Music then is
the forefront to cognitive learning and bilingualism. To build a child’s identity music must be
used a pathway to understand.
A large amount of the world’s population is bilingual or multilingual. Bilingualism is the
ability to function and appear as a nativelike speaker in two languages (Rampton, 1990). The two
primary ways of learning a language are sequential and simultaneous. Sequential bilingualism is
when a learner is exposed to a home language during the first three years, and then a secondary
language is introduced in meaningful way. Simultaneous bilingualism is when the learning is
exposed to both languages from birth, and before (Langdon, 2015). Additive bilingualism is
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when students can use both languages inside and outside of school. Additive bilingualism is the
desire to learn about both languages, cultures, and respect within the classroom (Langdon, 2015).
Subtractive bilingualism is when a student learns a second language without regard to the first
language (Langdon, 2015). The result is removing the ability to communicate in the first
language. The INTASC Standard #2: Learning Differences, states that the teacher uses
understanding of individual differences and diverse cultures and communities to ensure inclusive
learning environments that enable each learner to meet ambitious standards. A teacher should
value the different languages and dialects students bring to the classroom and integrate that into
their instruction practice to engage students in learning. (1g; 2b; 2c; 2d; 2e; 2f; 2g; 2h; 2i; 2j; 2l;
2m; 2o).
The INTASC standard “Progression for Standards #1 & #2 list that the teacher uses
understanding of learners’ commonalities and individual differences within and across diverse
communities to design inclusive learning experiences that enable each learner to meet ambitious
standards. 2-1 (2c;2d;2j;2k;2m) all state that the teacher includes multiple perspectives in the
presentation and discussion of content that include each learner’s personal, family, community,
and cultural experiences and norms. The ability to first meet a student where they are, then
adding content will help create strong relationships. Recent research indicates that babies raised
in bilingual households have better self-control, which is an important key to success in
education (Kovacs, 2009).
Schon et al. (2008) discovered from a study that music significantly enhanced the
listener’s arousal and ability to discriminate linguistic content. As young children we are often
exposed to music that supports our language acquisition, nursery rhymes and chants. This
interaction with language and rhythm is a tool used to teaching language skills while teaching
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communication skills such as: listening, speaking, reading, and writing in context. The Hanen
approach changed the way early language intervention works. The method involves parents in
the child’s early intervention creating a better outcome for the child. The research also
discovered that children learned best in their natural environments (Moreno et al., 2014).
Integrating music into and from the child’s natural environment would be a way to support
language acquisition. The concept of connecting a student’s culture and life experiences is called
Culturally Responsive Teaching (Marshall & Toohey, 2010).
Culturally Responsive Teaching
Culturally responsive teaching is a research-based approach to teaching that connects
students’ cultures, languages, and life experiences with funds of knowledge or development of
skills through a culture. By using “funds of knowledge” to describe and acknowledge the
intellectual resources of minority language groups, educators are able to include parents and
other community members in the learning process (Marshall & Toohey, 2010). The idea of a
hybrid cultural practice creates new ways of access in education. The most modern way to
develop a culture profile that focuses on identity is through the internet and technology. Through
the rise of social media, learning management systems, and digital literacy, students are now able
to create a technology culture that completely changes the way we teach and organize education.
This culture is a direct continuation of Vygotsky’s social-interactionist approach to language
acquisition (Vygotsky 1978). By understanding technologies dominance in United States culture,
we as educators are forced to implement values and identity through digital platforms. The most
recent social media communication platforms known as TikTok, Instagram, and Twitter, allow
human interactions through music, art, and dramedies without a face-to-face verbal interaction
but still with the interaction Vygotsky maintained. Social media platforms create an opportunity
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for language learners real time cultural and linguistic interchange (Harrison, 2013). Although
some may praise social media as a pathway for communication, some are indicating that
academic fluency in teenagers is at risk when using social media. Selwyn (2009) began research
in the U.K. that argues, students who tend to use social media to communicate do not gain
literacy through academic advancement but rather caused distractions to the primary classroom
focus (Selwyn 2009). When I connect the Selwyn argument to my experience as a White
American, who also communicates through social media, I find that there are some inadequacies
with the argument. The study only focuses on the behavior issues surrounding social media, not a
revamp in how educators used the media programs to educate. I think a greater scope of analysis
is required to truly understand how social media can be utilized in the 21st century classroom.
For American education, technology has become part of the 21st century’s cultural
identity. My current music program requires an iPad to function, and my school requires the use
of a learning system called Schoology. By building skills in learning interaction through
workshops, online courses, or webinars to learn and practice what culturally responsive
classroom management looks likes, educators are also applying INTASC standards in their
program. Progression for Standard #3: Learning Environments is where the teacher works with
others to create environments that support individual and collaborative learning, and that
encourage positive social interaction, active engagement in learning, and self-motivation. In the
last few years our world changed into a technology dominated way of communicating with one
another. During this 21st century health crisis, students and teachers were forced to fast forward
education into a completely virtual environment. As music education relies heavily on
developing a positive and safe environment to co learn with peers, the InTASC standard #3 was
challenged and for many broken in a way that did not provide students with a music culture.
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A key component of music is the concept of social interaction. Every culture across the
globe has some form of music, and for and educator to apply the InTASC standard #3 to the
classroom, the educator must understand the musical connections to cultures. A culturally
responsive classroom should use music as a forefront into the connection of life experiences,
language, and funds of knowledge. Now more than ever we have resources to connect our world
with every culture through music and art. Without direct person-to-person communication, music
can then have the power to connect cultures. “Where words fail, music speaks” Anderson et. al.
1866).
Unfortunately, during the 21st century some of the key roles in education are based on
how a screen is part of our culture. When we hyperfocus on concepts like these we tend to forget
about some of the fundamental issues that arise with instructional practices that focus on a
singular concept. I fear that a greater achievement gap will arise unless educators make a change
in the way they understand cultures through technology. The social and emotional wellness can
all be easily marginalized or harmed when your teaching practice is based on a flipped classroom
model. A flipped classroom is where students receive content before the classroom lesson or
lecture. The flipped concept usually requires a student’s device and some form of internet at
home. According to Medina (2008) the flipped classroom helps keep students engaged and
focused for the entire class because the content was already discussed before class began
(Medina, 2008). The flipped classroom model leaves little room to support learning differences,
especially those from different cultures and emergent bilinguals.
Issues Involving Instructional Practices
As I move forward, my commitment towards Emergent Bilinguals (EB) has developed
into a wealth of knowledge, understanding, and action. I base this focus on EB because of the
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way our current educational systems are headed. When we create a culture in our classrooms it is
important to focus on all students, not just those who fit the culture medium. The practices that
are currently in place are not always understanding of EB learners. It is my responsibility to
know the background of my students, their families’ cultures, and ways to create opportunity for
all. My current school’s demographics do provide enough data to understand what proper
teaching practice will become effective. English to speakers of other languages or ESOL, refer to
individuals who did not learn English as their home language. At home these individuals may
use another language other than English and would be considered and English language learner.
At my current school as well as many other private educational systems ESOL programs are not
a priority. An ESOL program can benefit more than just the ESOL students, because of the
framework used to provide structured or scaffolding instruction for an ESOL program, every
teacher will be able to support all students, not just ESOL program students. Students who are
culturally responsive see all students as equal learners, especially those who are learning a
second language. When a school applies an ESOL program, they are acting towards supporting
all learning, not just English literacy. As I move forward as an individual educator, I will use
current resources, forums, and professional development opportunities to gain experience my
knowledge in the classroom. Advocacy for more students attending the school that are ESOL
students through grants, scholarships, and resources is my next step for action. For the students
currently in my program, I can research their specific backgrounds and support who they are
historically and apply that knowledge toward future lessons. I will evaluate my lesson plans and
seek out peers in my community to analyze my lessons for cultural responsiveness. The result
will be an improved culturally responsive lesson that includes ESOL standards and strategies.
When I tie in an ESOL program to music education I think of Krashen’s affective filter
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hypothesis that explains a theory behind why a student is unable to learn a language correctly and
efficiently. Krashen believed that a learning environment should be the most comfortable and an
environment that incorporates a student’s home culture through music appropriately can foster a
welcoming classroom that supports all learning. Gardener also incorporates a theory of Multiple
Intelligences. These Intelligences tells us that some students have an innate intelligence towards
music and learn best when music is intertwined in education. A study by Cady, Harris, and
Knappenberger (2008) shows that a piece of music can trigger memories attached to a song. For
example, singing “Sweet Caroline” may result in a 3 bum bum bum sounds. These experiences
can send us back to a time we sang this with friends, or at a baseball game creating a long-term
memory. We can see from Krashen, Gardener, Cady, Harris, and Knappenberger that music is a
powerful tool in learning, especially with fluency in a language or content area.
My Current Reflection and call to action on the leaders throughout our education system
My most recent teaching experience is through digital, then hybrid, then in person
lessons. Each pathway was difficult, and my experiences gave me a broader way of thinking
about how we teach. I will focus on one specific class that was especially difficult for me,
Concert band. Concert band is a class that demands a strong understanding of culture, or who we
are as a band and what each individual player can bring to the band. To provide a positive
culture, the band program also relies on a strong understanding of communication, especially
because we use sounds from our instruments as a means of communication. Playing music is not
a secondary language, but certainly shares similar attributes as a secondary language. During
digital learning, my experience was that you could not teach what you cannot hear or feel in
band. When I am explained how to finger a certain note on the clarinet and I was not
immediately present to respond to a student’s actions, I had no way of supporting their actions.
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What I had not thought about before the pandemic were the words used to communicate actions.
After learning about Emergent Bilingual concepts, I understand the importance of vocabulary,
especially for those students with diverse backgrounds. I quickly realized that with proper
planning and pregame routines, my vocabulary used in classrooms will benefit my explanations
of concepts. For example, when describing the concept of a crescendo to a student, I previously
would play my instrument from loud to soft and let the sound dominate the learning. During
digital learning, the concepts of dynamics can be lost through a computer's headphone response
or volume controls, requiring me to use a visual aide to describe the concept, such as extending a
shape or balloon from small to large. The use of a visual aid is a technique I can use for EB
learning in the classroom regarding other learning targets with shapes, visuals, and media
platforms.
Plans to create a classroom that represents a supportive music learning environment.
I had to take a step back and analyze who I am, what I stand for, and what I want my own
children to grow up valuing. When I compare different practices, I can get a thorough
examination of matches and mismatches through educational practices. I am now able to apply
my own personal beliefs and what my cultural background develops me as an educator. I
understand that I need to consider other beliefs and practices that are different from mine. By
understanding my personal background, I am now able to lift others around me regardless of
their beliefs and practices.
As I stated earlier in my writing, one major area with room for improvement is my digital
literacy. Understanding that education now has a digital footprint and will continue to be an
integral part of how we educate will empower me to seek out opportunities to participate in
literacy programs, professional development, and articles for improvement. The most recent
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book that I purchased, Researching in a Digital World by Erik Palmer, will move my learning in
the right direction towards digital literacy needs, increase my knowledge of how to implement it
into my curriculum, and provide ways to develop lifelong skills around digital platforms. As we
are all lifelong learners, I plan to use my literature as a pathway to understand data, research, and
discussions.
A call to action for our current leaders in education
For a call of action to be present you must first present a clear understanding of what it
means to provide equal education. “Few civil rights are as central to the cause of human freedom
as equal educational opportunity” (Duncan, 2010, p. 10). I will go into further detail during my
research portion of the paper. This research portion will also provide information to what other
educators are doing to create a change in music education.
Conclusion
Although I have a different path in education, my background and experience guided me
towards education to be an advocate for all music learners. I may not have presented as
somebody who loves to learn but I certainly have found a passion in learning. I look forward to
continuing to learn throughout my life, especially through music education. Teaching is not a
simple task and requires constant evaluations and actions that demonstrate a concept of
leadership and ethics. Music education is not about guiding young people to become professional
musicians but becoming professional humans.
As Aristotle wrote, “Music has the power of producing a certain effect on the moral
character of the soul, and if it has the power to do this, it is clear that the young must be directed
to music and must be educated in it” (Aristotle, 1975, p. 1221a). The many diverse backgrounds
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and cultures that walk into the music classroom are diverse and sometimes unknown. As a
teacher it is my duty to create a positive culture for all students.

Chapter 2
Purposes and Objectives for the Literature Review
My purpose in this review of the research was to discover how teachers and researchers
have looked at effective teaching and teacher growth in their discipline. I searched for research
on social justice in the band classroom because I feel that in today’s climate, students and
teachers are facing a need to analyze what social justice in the classroom looks like. Music is a
way to express storytelling, creativity, and can carry actions which result in a much different
outcome than words. If Critical Race Theory is the action, then music education is the pathway
to supporting social justice. I also searched for studies on identity, discipline, and communication
because they connected with my theme of how to create a space of comfort for students who are
experiencing inequalities in home life and school life. The band program creates a culture that
connects to other disciplines, content areas, and community. Through band, we can take action to
create a working relationship between artists, teachers, and students. Additionally, because I am
studying my own practice and focusing on these ideas in music education, I looked for studies
that indicated the kinds of instruction that are effective for using the mindset to act or create and
contribute towards equity through structural changes. I studied interviews with practicing music
educators whose goals were to include using the mindset on equity into their educational
practice. By using the Common Core standards that were released in 2014, the modern band
program can use songwriting, popular music, improvising, critical listening, and group work to
create a change in policy, research, and practice. This literature review addresses my knowledge
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of these concepts as a foundation for my understanding to set goals and grow from in my own
teaching. I especially looked for research that described effective strategies for each area and
gave examples of how it might work in a classroom. Application of this research was an essential
part in building my own knowledge base for this project.
Procedures for the Literature Review
I selected literature for this review based on several specific criteria. Research on Critical
Race Theory, why culture and race are important, the core standards of arts, and the philosophy
of arts education was included if it contained the following descriptors: culturally responsive
education, Critical Race Theory, music culture, high school band culture, and socioeconomic
differences in band students. These searches yielded over 6,400 relevant articles. To narrow my
findings and make them more specific to this research project, I then focused my review efforts
on articles that discussed music education. From there, I looked for articles that supported subthemes that emerged from the major articles in my literature review. These sub-themes are equity
and social justice through music education, music literacy through identity, and challenging the
structures and systems in place for music education through standards, core school focus, and
policy creators. For these sub-sections, I initially searched the EBSCO database for articles that
met the keyword criteria listed above, along with a conducting a search for books in the database
of the Hamersly Library at Western Oregon University. After finding these books and articles, I
hand-searched their reference lists as sources to find additional related articles and books.
To integrate the literature review, I developed a coding protocol and corresponding
separation of research into the major themes: diversity and culturally responsive pedagogy,
language and effective literature, and mindset through standards and policies. I read each article
to determine how it fit within these broad thematic categories, and then, through a process of
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reading and rereading for salient features of each study, I determined the subheadings in the
literature review. My intent was to start with a broad treatment of each theme and then to
systematically reduce broad understandings of social justice in the band classroom to specific
understanding of how these themes are present in research about music education.
Bilingualism through Music Education
The concept of music and language acquisition tends to cross paths frequently. Further,
Moreno et al., (2014) discovered that a short amount of musical training can have a strong
positive effect on reading skills. A study that spent 24 weeks focusing on speech prosody and
reading capabilities found that children who received musical training improved their reading
skills (Moreno et al., 2014). The results also indicated that there were neurological changes to the
brain that focused on processing pitch in relation to speech (Moreno et at., 2014). This has a
direct correlation to how we communicate with one another without using words.
Every culture has some form of music, and a fundamental concept of bilingualism is to
understand the home culture, or first language learned. By connecting lessons and interactions to
a home culture through music, our communication can be experienced on a deeper level of
meaning. For example, a student who is learning both English and Spanish may be able to sing a
song in both languages to understand linguistic patterns for each language. A study by
Kershenbaum et al. (2017) explored what components of music and language applied towards
producing language. A secondary student showed that specific parts of the brain were more
active during musical activities in musicians as opposed to non-musicians (Bangert et al., 2005).
Another study by Fauvel et al. (2014) discovered that music can affect a positive change in the
brain that oversees memory, language, and executive controls. A final study by Girolametto et
al., (1995) discovered that an early intervention can create a positive outcome for language
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acquisition. This means that when a child is exposed to a complex language environment, their
opportunity for increased linguistic abilities rises.
A primary way for somebody to express their linguistic ability is through emotions.
Schoen et al., (2008) explored how music directly correlates to specific parts of emotions,
syllable segmentation, and linguistic mapping. This study shows that information that is
presented in a multimodal (visual and auditory) fashion supports an effective way to
differentiate. For example, nursery rhyme concepts where an interaction between an adult and
child can provide a multimodal approach to learn the ABC’s. The auditory learning style helps
children say things out loud and connected to the ABC’s can be a form of word play on letter
patterns and certain phonemes. The visual learning style uses the sense of sight and is typically
connected to the traditional classroom method. By combining the visual and auditory concepts
music can create a multimodal process to enhance specific learning targets.
The conclusion is that a parent-child interaction conducted in a music centered program
would facilitate a positive language development by using a language acquisition strategy. These
studies draw a clear connection between music and language. Music teachers have ample
resources to connect culture with lessons to illustrate rhythm, tones, instruments, and many other
concepts. In this way, the music teachers have the ability and power to create a strong culture in
the school.
Culturally Responsive Teaching through Music Education
The basic understanding of teaching should revolve around how unique students are,
especially in the way they learn content. When an educator designs a plan or instruction it will
include many different strategies or approaches to support a diverse body of learners. This is no
different for music education, especially because of the way we are connected to our cultures of
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music. Butler, Lind, and McKoy discuss Geneva Gay’s framework for culturally responsive
teaching in their 2007 article titled Equity and access in music education: conceptualizing
culture as barriers to and supports for music learning, “Using the cultural knowledge, prior
experiences, frames of reference, and performance style of ethnically diverse students to make
learning encounters more relevant to and effective for them” (Butler, Lind & McKoy, 2017, p.3).
A music educator should understand that teachers should not just look at the music to develop a
cultural identity, but also understand the cultural background of the community they serve.
Although we have made some strides in the way we educate youth today, we are still bound by
our personal limitation and definition of what culturally responsive education means. Butler,
Lind, and Mckoy (2007) encourage the idea of a cross-cultural competence to identify diverse
backgrounds, especially those who are different from the teacher’s background. Educators must
understand that there are different dimensions and connections between the teacher, learner,
content, pedagogy, context, and influences that determine what is music education. The most
difficult part of writing about culturally responsive music education is simplifying the dangers
and issues surrounding the topic. Ladson-Billings identifies cultural competence as the
“misunderstood aspect of culturally relevant pedagogy” or “the skill and facility to help students
recognize and appreciate their culture of origin while also learning to develop fluency in at least
one other culture” (2018, p.4). A central focus for all education programs, not just music, should
focus on the cultural differences. A teacher must appreciate and use the culture as a principal
component of teaching and learning. Simply understanding and educating oneself the
components of culturally responsive education is a crucial first step.
I believe the first step in understand what culturally responsive education is to define what is
culture. A few definitions are:
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“the complex whole which includes knowledge, belief, art, morals, law, custom, and any
other capabilities and habits acquired by man as a member of society” (Taylor 1871).

•

“The customary beliefs, social forms, and material traits of a racial, religious, or social
group” (Culture, 2013, p.1).

•

“The belief systems and value orientations that influence customs, norms, practices, and
social institutions, including psychological processes (American Psychological
Association, 2002, pp.8-9).

•

“A complex way of life shared and practiced by a particular group of people, such as
languages, arts, beliefs, values, behaviors, and symbols. It is a changeable and fluid
concept” (p. K. Kong, 2019, p.1).

I prefer the American Psychological Association (2002) definition because it indicates that
organizations are not just created for a product or system but also created from their cultures as
well. What we can take away from the multiple definitions of culture is that culture is a complex
concept that must be understood as a deeper thought.
To simplify this action research project, I will use Geneva Gay’s (2000) six
characteristics of culturally responsive pedagogy. (a) validating, (b) comprehensive, (c)
multidimensional, (d) empowering, (e) transformative, and (f) emancipatory. Gay says, “We are
partners in the quest for learning and the better we can combine our resources, the better all of us
will be. I will teach better, and you will learn better.” (Gay 2002 p.110). In my classroom I use
validation as a way for students to understand how their own parts fit withing the context of a
piece of literature. By validating a student’s legitimate cultural heritage, I will approach the
learning to build a bridge between the home and school experiences. By using a comprehensive
analysis of the strategies that connect different learning styles I can incorporate multicultural
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information and materials. Using a multidimensional or many different types of contexts that
focus on the curriculum, relationships, assessments, and instructional techniques I will be able to
collaborate with other disciplines to create a single cultural concept through music, science,
social studies, and language arts. Culturally responsive pedagogy is also enabling the student to
become better individuals through learning. By empowering these students, I will provide
competence, initiative, and self-efficacy where students will believe they can learn the content.
By respecting various groups of cultures and experiences I hope to provide a transformative
education through audio creativity in music. Transformative means allowing the students to
develop their skills to become an effective action taker. Finally, culturally responsive education
should be emancipatory or understanding that no single narrative is the only narrative. A
freedom of different types of improvements and achievements throughout a lifetime will be
continuously shared, renewed, and experienced.
As I approach culturally responsive teaching, I think of a way to respond immediately
with clarity. In the music classroom that involves telling a story about my experiences as a
musician, father, and student of life. My students should also understand that the music
classroom is a way for students to engage in conversations about who they are culturally,
musically, and individually. We are creating this music together and our learning dynamic will
work best as a group.
Beginning of Culturally Responsive Music Education
Culturally responsive music education can be traced back to the civil rights movement
(Campbell, 2002). Most of the music education in the United States will focus on Western
European classical concepts. Two major events that changed music education were the Yale
Seminar in 1963 and the Tanglewood Symposium in 1967. The goals of the events were to shift
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music education towards a more inclusive curriculum. During a rapid change of education,
because of a rise in immigrants coming to the U.S, committees would focus on critical issues and
music of the current time for a change in music education. One of the committees developed was
MENC or Music Educators National Conference. The MENC began publishing journals and
standards that focused on multicultural music. An article titled “Music Education in a Time of
Cultural Transformation” by Campbell (2002) focused on the changes that needed to happen in
music education during the 80’s and 90’s. Although the change of music education is slow it is
showing a steady support for equal opportunities for diverse students. Now that we are rushed
into a 21st century technology-based education we must once again decide what is important in
achieving our goal as music educators, equal opportunities for diverse students.
As all music was once new, the same can be said about technology. To guide a new way
of learning through technology we also must understand how we can directly involve interactive
learning for students and the teacher. Geneva Gay describes the key components that are integral
to an internal structure of ethnic learning styles. These components can vary depending on
various groups of students (Gay 2002). A primary component I will focus on is the preferred way
of delivering or receiving content. As we apply the recent technology and media platforms to a
21st century classroom, we find that students prefer using specific digital tools to previous tools
such as a pencil and paper versus an iPad and apple pencil. To bridge the gap between old
technology and new 21st century education systems, we as educators will also need to apply
modern techniques with technology and media platforms. Another example is how I tune my
instrumental music classroom with a phone application versus the previous tuner device
purchased at a music store. The access to digital music is exponentially larger than 30 years ago,
and students can instantly listen to a music from any culture within seconds from a personal
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device. This becomes a music educator’s greatest asset for delivering content to students. I have
come to rely on internet resources to teach and expose my students to world music. A resource
for music that is so vast and open must be used with intention and proper planning. The World
Music Education Website Checklist advocates for music communities to monitor the quality of
world music that is accessible to the public. This WMEWC program validates, and check’s
reliability of information based on four main components. The four components of the WMEWC
are: content, control, consistency, and corroboration. Music educators from Korea and China
have evaluated using this 4c checklist based on their culture origin (Barnes & Yu, 2003).
Critical Race Theory
Education is constantly changing, especially with the way our cultures and lives change.
As of 2022 seven states have banned Critical Race Theory (CRT) with 16 more possible bands in
progress (U.S. Census Bureau 2022). I think it is important for educators to understand what
CRT is and the implications of banning the teachings in our schools. Delgado and Stefancic
(2013) define (CRT) as a theoretical framework that situates race at the center of social analysis.
Ladson-Billings (1998) in her Critical Race Theory of education says, “CRT is a tool for the
deconstruction of oppressive structures and discourses, reconstruction of human agency, and
construction of equitable and socially just relations of power” (p. 7). Lewis (1997), who lived
from 1921 to 2004, provides a definitive lens of Critical Race Theory through key relationships
between effective arts education for Black students and contemporary music education practice.
Lewis (1997) advanced the philosophy of Arts Education as Cultural Emancipation (AECE) and
contextualized her views within present-day education models of culturally oriented teaching and
African-centered pedagogy. “Black children must have a sense that their people have and are
creating things of beauty, intelligence and worth” (Lewis, 1997, p.3). Lewis models a necessary
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approach to 21st century music education.
Lewis (1997) changed the practice and philosophy of music education with a critical race
scope of practice. Lewis (1997) embraced Marcus Mosiah Garvey’s (1887-1940) revolution by
honoring his philosophy “Up you mighty people; you can what you will!”. Garvey’s philosophy
emerged from observations of Africa-descended peoples’, specifically from his home of Jamaica.
The concept of Garveyism is used to describe the body and thought through the organizing of
activities governed by an association (Hill, 1983). Lewis (1997) was an arts educator and
activist, like Garvey, who as a leader changed the community culture of arts education. In 1950,
Lewis (1997) founded the Elma Lewis School of Fine Arts that was grounded in Garvey’s
philosophy. Lewis and Garvey both had views about the early 20th century Caribbean-American
immigrant experience (Lewis, 1997). They both thrived in the politically oriented roles as
organizers and community representatives (Martin, 1976). Lewis’s impact on culture was all
about her pedagogy, activism, and projects. Families of all races and creeds benefit from the
ELSFA. Lewis noted in her curriculum:
Black children must have a sense that their people have and are creating things of beauty,
intelligence, and worth. They need the sense of continuity, dignity, and unity that they
can only gain from their own artists and the history of their own art. ("Art DepartmentCurriculum," n.d., p. 45)
Lewis has six primary studies that demonstrate her vision and application. These studies focused
on collaboration and content projects from ELSFA students (Hope, 2019). Lewis’ presence in the
music education world is a key movement towards a culturally responsive education that uses
action for a specific community. As I develop my knowledge in CRT and Culturally Responsive
Pedagogy, I will use Garvey and Lewis’ philosophy to “merge artistic and political expression
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through art” (Lewis, 1992, p. #6). The Arts Education as Cultural Emancipation (AECE)
philosophy for music teaching in all cultures demands creating not for art’s sake, but for a tool to
develop self-knowledge.
According to Hope (2019), one of Lewis’s engagements was Critical Race Theory. “A
paradigm rooted in the work of legal scholars and whose branches have thrust into educator’s
discourse” (Ladson-Billings, 1999, p. 3). Hope (2019) describes Lewis’ work as a 21st century
educator focusing on music education for all races and ethnicities. Critical Race Theory is an
approach to fully develop the whole student and Hope describes a committee that focuses on the
works of Lewis:
Members of the Curriculum Committee have dealt with the problem at several levels: 1)
materials to be used--information and readings for teachers, classroom materials; 2)
concepts that the children must be made aware of in establishing personal goals and
moral and ethical guidelines; 3) ways of unifying what is taught in the various
departments into cohesive productions. In other words, we want our children to have the
ingredients essential for free-expression, professional skill at handling those ingredients,
and the confidence, courage, and integrity to create responsible, useful lives. Free and
open communication is an absolute requirement for accomplishing this. ("National
resource council, 2012, p. 13)
As a white male music educator in my late thirties, I think about the actions and steps that
I can take to support all students in my classroom. Specifically, as I apply the concepts and
standards described by Hess (2017). Hess (2017) is a current educator who is using music as a
social justice platform. Hess (2017) states that, “Music facilitates personal and communal
expression, storytelling, reflection, critical thinking, and creativity” (Hess, 2017, p.14). The
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school should use the connections to students, their cultures, and be responsive to what happens
next. I reflect on my own story and how music has developed my own personal culture. I also
reflect on how music provided an opportunity for myself to grow in a way the general classroom
could not support my learning journey. Hess later states, “We can help students challenge,
critique, and shape both their world and their music in ways that help them express their ideas
and tell their stories” (Hess, 2017, p.3). I cannot imagine how I would be able to express my
emotions without the concept of music. As a product of the late twentieth century, I found that I
was connected to a culture through music but not through individual interactions. That culture
was the rap culture of the 1990’s. An exceedingly popular method that has risen through 21st
century youth education is the hip-hop concept that connects curriculum with cultures (Hill &
Petchauer, 2013). “Here is what has worked for our school: Working with our district, we created
a semester-long class called Hip-Hop-Based Education (HHBE, 2021, p.1).” The Hip-Hop-Based
Education integrated hip-hop into an academic curriculum that provided youth a different scope
on education. The HHBE promoted literacy and cultural relevance to non-white children. This
affirmation of identity and deeper learning through a connection relevant to current cultures.
(Hill & Petchauer, 2013). “There was clearly a desire for this, as our first year saw 130 students
enrolled, and it immediately became the most racially diverse course offered at our school”
(Brown, D., & Dando, M. 2021, p.12).
The hip-hop-based evolution concept is a powerful way to connect cultures to
curriculum. This must be approached in a delicate way that has a clear understanding with direct
goals, otherwise a music program can still fall short of the work they are producing. For
example, if a 30-year choir veteran who is a White female whose culture is focused on country
music is asked to implement hip hop in the curriculum, this will not provide a genuine
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experience for the students. “Music curricula still fails to adequately represent Black music and
musicians, resulting in inequities for Black students and Black music educators” (Hamilton,
2021, p. 4). Standley (2000) states that we always have a task in front of us to take care of;
otherwise, we are not contributing to the success of our students.
As I stated before, to provide students with a genuine culturally responsive education, the
school and the district would need to have a comprehensive discussion about what the students
and cultures are requesting. The end goal of a hip-hop-based education is to provide Black
students a connection from their culture to curriculum. It would require a detailed and a thorough
game plan to execute a hip-hop-based class taught by myself who is a White male that loves all
music but did grow up in the 90s hip-hop era. For example, if the school offers a hip-hop course,
the school will need to provide a teacher who is an expert in the concept of hip-hop-based
education.
As a music educator in the 21st century, I am compelled to always be initiative-taking
with any issues regarding students, including diversity. Snyder and Dillow (2012) regard 21st
century schools as a program that supports diversity within the school-aged population. As I
research, I will become an advocate for all cultures at my school to serve the best musical diverse
offerings. This will include focus points that Snyder and Dillow (2012) talk about
“socioeconomic status, country of origin, language, religion, ability, gender, sexual orientation,
ethnicity, and race” (p. 5). By incorporating or keeping these factors in mind, it will result in
creating a welcoming classroom.
Despite the possible benefits, researchers have suggested a perceived dissonance at the
elementary, secondary, and collegiate levels about the validity and the proper use of popular
music in the classroom (Kallio, 2015; Mantie, 2013; McPhail, 2013). This might be because
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many teachers, especially in the United States, are trained in the classical tradition (Isbell, 2016;
Randels & Smith, 2012; Springer, 2016). Music teacher education programs can incorporate
popular music into the undergraduate student experience. For example, colleges and universities
could provide performing opportunities, methods courses, and “pathways to careers in music
teaching for non-classical musicians” (Kruse, 2015, p. 20). Popular music outside of the
classroom may be helpful, but proper research and understanding of curriculum is crucial for
cultural relevance (Mercado, 2019).
In conclusion, to best serve a community with a diverse musical background, the school
and district would need to provide proper education for the current music educator or have a
strategic hiring plan for a course load.
Cultural Diversity Through Music Education
The first sounds that students typically hear when entering a school at the beginning of a
year is the band or music from the music department. For example, the schools fight song or the
school’s song is played at the very first assembly. This song will be played throughout the year
as a representation of school spirit and fundamental connections with the school’s community.
Hoffman (2012) planned a geographical map of the arts as a middle school instrumental teacher,
and he saw tremendous growth in his students (2012). Hoffman discussed how educators utilize
students’ backgrounds to apply food, music, and dance to their curriculum. “The cultural themes
that connected disciplines, content areas, and the people that made up our school community
served as a lens through which students gained artistic and academic skills as well as conceptual
understandings about language, culture, and community.” (Hoffman, A. R. 2012, p.22). The
connection to create value in education should use the music instruction to provide success.
Catterall, Dumais, & Hampden-Thompson (2012) indicated that students of low socioeconomic
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status (SES) who participate in the arts have a better social and academic outcome, compared to
those who do not participate in art education (Catterall, Dumais, & Hampden-Thompson, 2012).
A study that examined strategies for recruitment and retention of band programs in low SES
districts found that “Exposure was cited as a major element in the teacher participants' recruiting
strategies. Exposure techniques included traditional performances in elementary schools and
‘instrument petting zoos’ exhibits that allowed elementary students to touch, hear, and play
different band instruments.” (Albert, 2006, p. 34). Another study found that socioeconomic
factors determined if a student would participate in music and that students involved in music
education were Caucasian, native-English-speaking students who received higher grades.
(Albert, 2006a; Bradley, 2007; Costa-Giomi & Chappell, 2007; Elpus &Abril, 2011; Ester, 2009;
Fitzpatrick, 2006; Kinney, 2010). more important is how available and present the band director
can be in the community. The petting zoo is a fitting example of how music educators can be
present in students’ lives outside of the traditional classroom. If a music teacher were not
approachable, then why would a student take band?
One program creates this approachability by developing a music making class that
focuses on music within the communities’ ethnic groups called code-switching musicians. “We
suggest helpful insights into the phenomenon of switching between several ways of being
musical can be gleaned from the linguistic theory of code-switching” (Daniel, 2018, p. 1). Code
switching is a way to use more than voice or language to communicate. “Although authors have
identified a disconnection between the narrowly categorized music taught in schools and the
wider variety of music in society, we have identified musical “code-switchers,” people adept at
navigating multiple musical worlds.” (Daniel, 2018, p.4) The idea of code-switching in the music
classroom is to provide a meaningful connection between a student’s home culture into what we
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are learning in the classroom. Not all students are bilingual, but all students are musically
bilingual. The concept of learning music is by adding a learned dialect in a formal education
setting used in conversation in addition to a student’s home dialect. Ferguson (1959) described
Diglossia to speak in two dialects mostly in a formal setting. “To examine the experiences and
perceptions of musicians that switch between formal ensembles in a school of music and
informal ensembles of multiple genres outside of the school use code-switching to better
understand flexible, comprehensive musicianship” (Isbell and Stanley, 2018, p.26). Another
educator may call this differentiation. Code-switching is a window into how people might
acquire skills that allow them to be musical in multiple, meaningful ways. One clear way to
incorporate a student’s background the music is understanding the mental health history. We all
have different ways we deal with mental health and trauma can be difficult to support through
music education.
John Dewey’s work brought new understanding to the concept of experience as intrinsic
to the purpose of education. “Trauma’s ubiquity in society leads to an acknowledgement that
damaging experiences likely affect more students than they leave untouched.” (Hess and
Bradley, 2020, p.6). Only recently have educators began to understand the importance of mental
health in the classroom. During the COVID-19 crisis, students who are experiencing lost loved
ones will only deepen a risk of ‘traumatic grief, depression, and poor education outcomes.’
(Brent et al., 2012). As educators, we need to understand the importance of a student’s past
experiences to draw new experiences in learning encounters. “The potential of music to prompt a
trauma response and seek to explore ways that music education may also provide a mechanism
for working through difficult and traumatic pasts.” (Hess and Bradley, 2020, p.32). Music
education and music therapy have similar outcomes with developing a love for music. As we
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move into a time that requires dire need for social and emotional education, music should be at
the forefront of supporting students.
As we are guided to focus on our students’ well-being, we also need to take a selfdirected perspective of how we teach. Vygotsky used the activity theory to understand
communities and a social setting where activities can take place. “Collaborative creativity is not
always invoked through instrumental group music learning” (Burnard and Dragovic, 2015, p.16).
The study by Burnard explored the nature of the elements that help influence collaborative
creativity in the instrumental classroom. The idea of intrinsic potential connected with the wellbeing was evidence in a secondary school instrumental program. Two theories were discovered:
Wenger's Community of Practice (CoP) and Engestrom's Activity Theory (AT) provide
an in-depth analytical framework for the analysis of 14 rehearsals, 13 semi-structured
interviews and 41 teachers' and pupils' reflective diary entries. Findings support the
intrinsic potential for enhancing pupil wellbeing by empowering them through supportive
statements and decision-making and engaging them through the embodiment of music
learning. (Burnard, P., & Dragovic, T. 2015 pg. 6).
Best Instructional Practices
This chapter will begin discussion four key components to music education. These
components come from many different sources but all focus on the same 4. Technology,
Inclusivity, engagement, and everybody is a teacher. This these into the way we communicate as
a priority.
Language and Effective Literature or Narrative and the Way We Communicate
According to Alex Lyon, there are three stages of communication. Transmission is the
typical archaic school model that shows a sender encoding the transmission through a channel,
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and then the receiver decoding the information. Some things can limit and complicate the
process including interference, one-way response, unknown response, and lack of feedback. This
can be useful for explaining technology but has limits when explaining complex vocabulary. A
specific example of this way of communication is through lecture, slide presentations, or orders
given.
The transactional stage is more of an interaction when both parties are participating. This
integrates nonverbal communication, feedback from the receiver, and visual representation of
information from the sender. The downfall of this communication method is that you are always
communicating and, like a dance, when you are learning you can make mistakes and step on
another person’s foot. Relationships are important for the transactional method because of the
way we use tone, pace, cues, facial expressions, and other nonverbal communications. Modern
education techniques will consider the think-pair-share model or class discussions about a topic
Barnlund, 1970). A constitutive communication creates and produces a social world because
communication is the primary way for creating social meaning (Barnlund, 1970). This driving
force is a central activity that spans out to other social forces, such as branding and how it is used
to identify a cultural and social aspect of communication.
The correspondence theory makes representations of our experiences cite. We identify
our world through objects, systems, rules, and properties that are then shared. This is like a
scientific experiment; observe, guess, process, predict. The correspondence theory creates a
construct of information with which we may identify. (Lyon 2016) This piece of information can
be shared but may never be fully understood by all individuals. The way our minds think when
processing language is like a blueprint; no two people think the same way. In music, no two
people experience the same piece of music mutually. For example, when I, a white American
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western European classically trained musician, listen to Samuel Barber’s Adagio for Strings, I
will hear the piece in a different construct of information than somebody who is hearing it for the
first time.
Buehl describes literacy through identities; our identities are described through a
narrative. As teachers, we play a critical role in the development of an identity for our students
through our personal narrative. Buehl describes seven fundamental comprehension processes
developed by Keene and Zimmermann (Buehl, 2011). Each process is integral to the idea of
reading and reading comprehension. Making connections, generating questions, visualizing, and
creating, making inferences, determine importance, synthesize, and monitor to apply strategies
all can be applied to our narrative in music education. In music education, vocabulary is
fundamental to the learning process. Understanding that everybody has their own background
narrative is crucial to applying theories and strategies to learning our vocabulary. Chimamanda
Ngozi Adichie discusses the dangers of a single narrative: “Power is the ability not just to tell the
story of another person, but to make it the definitive story of that person.” (Adichie, 2009). I
believe that music matters in the way narratives are used to empower and humanize. Music can
bring a connection to people the way words sometimes fail. As a band director, I focus on the
“read the room” concept with which instruments, ability levels, room acoustics, lighting, etc.
Comprehension in band is more of a sociocultural way of comprehension in that students are
communicating with the world around them, rather than writing or reading as a soloist.
Understanding that vocabulary has a direct correlation to student achievement is a key
component in music education. For example, a student who is playing a piece of music that
requires a crescendo should have received extensive lessons on what a crescendo means in
music. Bromley (2007) discusses nine concepts that every teacher will need to know about
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vocabulary:
1. English is a huge and unique collection of words 2. The rules of English are simple and
consistent compared to other languages. 3. Language proficiency grows from oral
competence to written competence. 4. Words are learned because of associations that
connect the new with the known. 5. 70% of the most frequently used words have multiple
meanings. 6. Meanings of 60% of multisyllabic words can be inferred by analyzing word
parts. 7. Direct instruction in vocabulary influences comprehension more than any other
factor. 8. Teaching fewer words well is more effective than teaching several words in a
cursory way. 9. Effective teachers display an attitude of excitement and interest in words
and language. These concepts are based on traditional vocabulary instruction to focus on
comprehension, fluency, and achievement. (p. 301)
When comparing these techniques to the band classroom there is a lot of crossovers. The
music room does have a vast and diverse collection of specific words that are geared toward
music definitions. On the other hand, music is a way you can express yourself without words.
The rules of music can be simple by nature but is much more complex when compared to other
subjects. The music language is derived from an oral tradition; some of our music has been
handed down by oral tradition for hundreds of years such as “Mary Had a Little Lamb” and
“Twinkle, Twinkle Little Star.” I strongly believe in Bromley’s final concept which states that
“Effective teachers display an attitude of excitement and interest in words and language”
(Bromley 2007, p. 306). Every teacher has a passion for his or her subject matter and should be
able to get excited about that content. When a student sees and can relate to that excitement,
learning then becomes a secondary nature to content.
Most seasoned music educators will tell you that a strategic first day of school will help
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set the tone of how your entire year or semester will go. If you are not prepared, organized, and
strategic with your planning of the first day, then your entire year will be spent catching up from
your initial mistakes. “Culturally responsive teaching is a concept that has brought awareness of
the need for teachers to be sensitive and responsive to the cultures of their students.” (Delpit,
1995; Gay, 2002; Ladson-Billings, 1994, 2001). A focus should be understanding that teachers
need to connect with students’ cultures to create a more effective and relevant curriculum. Such
teaching requires that students be viewed as members of extended cultural circles that exist
beyond the classroom (Doyle, J.L. 2014). The preparation should be on who are your students,
understanding their background knowledge, and connecting your narrative to their cultural and
social identity. By utilizing the transactional communication, method students and teachers can
develop a social connection where both parties are able to understand how each other function in
the musical world. By teaching how music functions in the world such as at weddings, births,
and funerals, students are able connect on a global understanding of musical elements. (Powers,
k. 2012) “Recent findings that indicate students of low socioeconomic status (SES) who
participate in the arts have better social and academic outcomes than those who do not
participate in arts instruction (Catterall, Dumais, & Hampden-Thompson, 2012, p. 21).”
Students who experience high trauma led to damaging experiences that likely are associated with
their socioeconomic status. (Doyle, 2014, p.6) By understanding and acknowledging the past,
our students learning journey may be affected through music. Music can be a way that music
education can provide a way to work through difficult and traumatic pasts, but it must be
understood what the historical and background of the individuals traumatic event is before we
utilize music’s healing powers.
Current call to action on the leaders throughout our education system
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As educators we are preparing students for a way to think competitively, act
appropriately, and serve equitable in a complex society. There is a crucial need for a social
justice scope on our current education practice. Events such as the pandemic in 2020-2022, riots
in our streets, and recent shootings in schools are three domestic examples that indicate the need
for a clear understanding of what is taught in schools.
A study by Haim (2019) discovered that principals have a direct contribution to the social
justice in their schools. The impact is based on leadership and providing students equal
opportunities for quality education. Now is the time to refocus on quality leadership and social
justice. The actions and behaviors of the leadership in education can change the process as well
as carry a deeper connection with our communities.
It was only until recently that researchers became concerned for education involving
social justice (Brooks, 2008). This change is supported by a cultural change and shift of western
societal norms. In education the clear disparity is through achievement gaps in underserved
populations. This achievement gap is a primary reason why a call to action should be made
towards creating a supportive learning environment for all students. The school administrators
and leaders can consciously make choices through programs and curriculum to fully support
equality. Educators should be culturally responsive, using the traditions of the community to
support a positive learning environment. By making race, class, gender, disability, and sexual
orientation, central to a principal’s advocative social justice has a better chance of being
understood by all (Jean-Marie and Normore, 2014). The way we communicate can change the
way we support each other. Through music we can connect cultures and divide by combining
something that brings us all together, sound.
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Plans to create a classroom that is a supportive learning environment for music
This is a turning point for music education in this country. The challenges created by the
pandemic provide us with a new opportunity for grown. The call for change in American music
classroom can be done immediately in my classroom. By using the concepts of leadership
matters (Arau, 2022) and Leadership inside and outside the classroom (Koerner and Roberts,
2022), I can push myself to rethink how I teach. The first step is to apply Dweck’s (2014)
mindset into my own individual leadership qualities. As a leader and mentor, I am employed to
provide students with the example of a grown mindset. This mindset will help my assess, reflect,
and improve on my own knowledge. This is no different than how I practice an instrument to
achieve a high standard. Once I have the leadership mindset, I need to determine what types of
skills are necessary to achieve my goals in the classroom. After a goal is established, I must
apply the leadership mindset towards my own achievements but also towards my students’ goals.
Through professional develop and training I can find resources through many different venues.
Understanding my mindset will be crucial for continuing my plan to create a classroom for a
supportive learning environment.
Mindset Through Standards and Policies
To focus on learning in the 21st century we must use technology to promote continuing
education to embrace a future of positive mindsets. Carol Dweck defines mindset in the two
ways we navigate life: growth and fixed. “Having a growth mindset is essential for success”
(Dweck 2006). The fixed mindset is where you view intelligence as static, challenges are
avoided, obstacles are given up, criticism is thought of as negative, and you may feel intimidated
by others’ success. The result of a fixed mindset is an early plateau and achievement is low,
creating a deterministic view of the world. In a growth mindset, intelligence is developed leading
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to a desire to learn and tendency to embrace challenges, endure challenges, use effort as
challenging work, learn from others feedback, and find inspiration is success. As a result, the
growth mindset creates elevated levels of achievement and an overall send of free will. (Dweck
2006).
Among other districts, the CCSD, SFUSD, MNPS, Barrow County Schools, and
Dennison Public Schools have embraced this culturally rich program through appropriate
policy shifts to accommodate the unique needs of this genre. In doing so, administrators,
educators, parents, the community, and even the students themselves have discovered that
the mariachi classroom also serves as a life-skills classroom for all its participants, but for
ELs it can also serve as a bridge to the future. (Neel, 2017, p. 3)
Using Carol Dweck’s mindset to act or create and contribute towards equity through
structural/institutional change will give educators a sense of free will to achieve higher goals.
Practicing music educators described adopting more inclusive and just mindsets and practices.
A study by Salvadore, K., Paetz, A., & Lewin-Zeigler, A. focused on the implications of
the professional development course called Philosophy of Music Education. “After completing
one year of core graduate coursework, changes in classroom practices, personal growth, and
increased connections with students and communities, educators reported that achievement and
success rates were higher than before” (Salvadore, Paetz, and Lewin-Zeigler, 2020, p.54). Many
educators like myself are put into positions they are not fully educated on. I became a music
educator because of my professional music background and ability to use my cultural
background to encourage youth to grow in the music world. As I appreciate my experience as a
music educator, I strongly believe that using professional development to understand a personal
philosophy of music education is crucial to teaching in the band room. Not all my experiences
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were positive and my limited knowledge of the academic understanding of diversity limited my
ability to serve every student. “The multifaceted and intersectional nature of human diversity
means that music educators encounter students of differing abilities, who come from a variety of
cultures and socioeconomic groups, and who express a spectrum of genders and affectional
orientations” (Salvadore, Paetz, and Lewin-Zeigler, 2020, p.36). As I research and learn about
human diversity, I now understand the importance of a diverse culturally responsive education
program. “Music is learned and taught in multiple ways dependent of the socio-cultural context
in which learning occurs” (Barton and Riddle 2021 p. 67). Barton and Riddle discover the
“Ensemble of modes” used in music learning and teaching contexts. “Much research has
demonstrated that traditional Eurocentric approaches to teaching and learning music have often
relied heavily on the linguistic mode (e.g., written musical notation) (Barton, 2018, p.78). This
leaves the other modes—auditory, visual, spatial, and gestural—underutilized in the pedagogical
process. This does a disservice to the inherently multimodal nature of music and reduces the
opportunities for diverse learners to engage in rich music learning and teaching that draws on the
potential of multimodality (e.g., Barton & Riddle, 2019; Jewitt et al., 2016; Kalantzis et al.,
2016). One glorious aspect of music and music making is the fact that everyone has a different
definition of music and every culture’s music is different. Everyone comes from a different
background of exposure to music, and it is up to the music educator to develop a strong influence
on what cultures and societies young musicians’ experience. Music educators are employed to
consider an extensive range of content to diversity normality in the music classroom with
sophisticated repertoires for students to construct meaning with diverse cultures and linguistic
aspects of life. “Have consequences for both how we think about individuals’ cultural belonging
and what intercultural exchange and education might be about” (Westerlund et al., 2020, p. 3).
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Comprehensive professional development schools’ programs will provide opportunities
for practicing teachers to ask specific questions to improve supporting diverse mindsets in the
classroom. These questions will help develop trauma-informed educators that take scientific
steps to support students in their community. In relation to this, a study by Culp and Salvador
discovered that music education programs were unreliable with providing information about how
to teach music for diverse communities. (Culp & Salvador, 2021.). By understanding a diverse
community and applying a culturally responsive lens on education, teachers are then able to
support their students in a better way through discipline and management. “Discipline-specific
performance standards establish criteria for whether common Anchor Standards have been met
in the Core Arts framework” (Clauhs and Powell, 2021, p.25). The standards that are specific
and vary by grade level help determine the common anchor standards criteria. In the music
classroom, students are focused on a performance-based course load. By providing specific and
measurable tasks that connect to students’ cultures can and will support students’ learning
journeys. An example would be in music theory learning verbs students can describe orally or in
writing a critique of frequent practice in rock/pop music and how that connects to jazz harmony.
“A conceptual model designed specifically for the investigation of issues surrounding race,
ethnicity and culture in relation to music learning will best serve our profession as we attempt to
understand how these issues may impact music learning among diverse populations.” (Butler, A.,
Lind, and Mckoy, 2007, p.5). The Butler et al. study creates a concept map that focuses on five
categories in the school system: teacher, students, content, instruction, and context. Using these
models in the music classroom will help the educator gather data driven material to support all
learners in the classroom. (Butler, A., Lind, V.L., & Mckoy, C.L. 2007).
Who creates the management system that governs the way we grade, setup classes, and

EQUITY THROUGH THE INSTRUMENTAL MUSIC EDUCATION PROGRAM

48

manage our students? By advocating for a more inclusive policy directive, teachers and students
will understand what growth mindset has to do with culture-based teaching methods.
“Knowledge of policies can help lessen the stress that arises from fear of the unknown” (Shaw,
2016, p.96). An educator is called to understand the expectation of standards, testing procedures,
all the way down to how students should dress and walk in the hallways. “This review of policy
literature illuminates the importance of continuous learning: Teachers should work throughout
their careers to learn about policies, about school context, and about innovative ideas. Teachers
will be better positioned to react to and implement policies when they understand them” (Jones,
2009, p.66). For example, if an educator develops a dress code policy that does not align with the
culture in the school, behavior will become an issue. By understanding how culturally responsive
education looks, education programs will be able to understand how to best serve the students
and communities around them. “Given the current policy landscape, teachers should develop an
understanding of the National Core Arts Standards so that they can be implemented as intended,
as well as develop familiarity with assessment policies, particularly as they affect teacher
evaluation.” (Kos, R.P. 2018). As stated before, the start for culturally responsive music
education is identity and the achievement in their own practice as well as who they are currently
teaching. “When educators examine their own identity and how that identity has been shaped
through culture, they become open to recognizing the unique experiences of each student (Bond
2017).
Even though I am currently completing my master’s degree in music education, I have
had the privilege of teaching in the classroom for the last ten years. I understand how to develop
rapport, establish communication with families, and support students learning journeys.
According to Nichols and Sullivan (2016), “Many pre-service music teachers have received
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exemplary instruction in their high school music programs, these programs may not be
representative of the social, cultural, and economic diversity of their broader communities. This
insularity may hinder their perceptions of their community as they step into an increasingly
diverse school environment.” (Nichols, J., & Sullivan, B. M. 2016). Simply having an arts
education program does not indicate that you can apply a cultural relevant program. The Nichols
and Sullivan study found six music educators who adopted a program that defined incongruities
between experiences and the challenges of music education’s reality in the classroom. The
purpose is to let pre-music educators understand that developing practice with culturally
responsive mindset will improve their overall experience in music education. In addition to
promoting dialogue about culture and creating a critical consciousness through content,
preservice experiences within music education preparation programs appear related to the
attitudes young teachers develop about teaching diverse populations (Schmidt, 2013). According
to Bates (2018) “American school systems tend to reinforce economic disparities, sorting
students according to their parents' income, education level, and occupational status.” (Bates,
V.C. 2018). T. C. Howard refers to this concept as the achievement gap, writing, “Race
continues to be a significant factor in determining inequity in the United States.” (Howard, 2019)
Critical race theory is the way to examine the complex framework between achievements in
education. (Howard, 2019). Race is currently looked at as a construct in how we analyze data.
The problem with this is focusing on who fits where and how we categorize race. LadsonBillings & Tate IV consider the problem of race as an untheorized nature. It is also worth noting
that Ladson-Billings & Tate IV define race as a matter of both social structure and cultural
representation. This is a crucial factor to think about in education because of the academic gap in
learning. How do we evaluate our students today, by using outdated testing systems that generate
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biased data, and how do we generalize race, culture, gender, etc..., using stereotypes to identify
ability levels? U.S. society is based on property rights rather than human rights. The author
describes property rights in relation to human rights based on the construct of taxes and school
districts. The example given was about two young students going to two different public schools.
One school was in a higher property tax bracket than the other. The result was, the higher the
neighborhoods property tax was, the more course offerings and intellectual property the school
could own. This removes the human rights ability to an equal education when the high tax
bracket school is “richer” in their opportunity to gain experience (Ladson-Billings & Tate IV
1995). The intersection of race and property creates an analytical tool for understanding inequity.
The idea that whiteness itself is that valuable property can create a “property function of
whiteness.” These functions include rights of disposition, enjoyment, status, and exclusion.
Ladson-Billings & Tate IV indicate that the functions are how societies construct what whiteness
means. The intersectionality and critical race theory, or CRT, is vital in understanding
oppression, how we view ourselves in the world, and group consistency. In education, it also
outlines specifically with tangible data what shortcomings are present in race inequity.
Conclusion
Through band (and art), educators can take action to create a working relationship
between artists, teachers, and students. As I learned about current band practices, I found three
major topics I can focus on. Through culturally relevant practices, using my personal narrative as
a way of communication, and changing the mindset in how we educate I believe my research
will improve my education journey. My research and the way I collected research helped
develop a new way of thinking about band education and cultures.
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These sources are only a small scope of what bilingualism, culturally responsive
education, and actions to create more support. The research reflects that of which I can relate to
the instrumental music classroom. As I discovered sources, I also realize that there are many
different sources of material for general educators but not specific the music education. I hope to
see many more sources in the future for instrumental music education, especially the call-toaction source.
CHAPTER 3
Research Methods
The methods of inquiry for this study focused on the principles and practices of action
research, using self-study aligned with professional teacher standards, teacher artifacts, group
forums, peer interactions, lesson plans, and mentor observations as a means of data collection. I
will begin with a review of action research principles to establish the foundation for this study’s
method of inquiry. Second, I will review the choices and purposes of data collection that helped
to highlight my instruction and means for searching for improvement. Third, I will detail my
context for the study, methods of data collection protocols, maintaining credibility and
trustworthiness of the data, and acknowledge my limitations as a researcher. Finally, I will
present the procedures used for studying my practice, while providing data and analysis that
speaks to adaptations and adjustments made to my instruction as I implemented this study.
Research Questions
My focus for this research was to gather data regarding culturally responsive education
programs. Specifically, I examined student’s socioeconomic data, geographical information,
involvement with music education and achievements or grades, content knowledge, pedagogical
knowledge, curriculum knowledge, school experiences, behavior, and cultural differences. To

EQUITY THROUGH THE INSTRUMENTAL MUSIC EDUCATION PROGRAM

52

gather data correctly I will need to identify any bias in interpretation or analysis of information
collected. I will use the understandings about student’s experiences to support student’s learning.
I also will attempt to gather a broad range of sources for data from my current school. This focus
aligned with the INTASC Standards for teachers’ professional development. Additionally, I
considered how studying my own practice in line with INTASC Standards could improve my
own instruction and therefore, student learning. My purpose of this study was to develop a clear
understanding from three areas of education, academic performance/school experience, personal
narratives, and formally address any bias that may influence students. The research questions for
this study were:
1. What does Bilingualism look like in the instrumental music classroom?
2. How am I providing a culturally responsive music education?
3. What are some of the best Instructional Practices that support music education?
The questions used for students, peers, faculty, and mentors are as follows:
1. What are the cultures of my students?
2. How does the culture apply to lesson plans?
3. How will all students have a voice in the classroom?
4. How do I use unbiased data from assessments to determine student learning?
5. How can I connect with the families’ funds of knowledge and experiences within the
lesson?
6. How do the learning tasks relate to the students’ lives outside of school?
7. How can I encourage students to be respectful of other students’ perspectives?
8. How will I foster collaboration with students?
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By asking these questions I hope to learn about the socioeconomics of my classroom students,
how they learn through unbiased education and assessments, and how their prior knowledge can
support their learning in the band classroom. These questions will provide me with the tools and
strategies to create a purpose for my research. The purpose of the questions are as follows:
1. The data gathered from the questionnaire on the student’s background was used to
understand the student’s cultures and where they may be coming from.
2. In the lesson plans, how does the culture apply is designed to validate why I teach in a
way that supports all cultures.
3. How will all students have a voice in the classroom, will focus on reflection how I as an
educator provide opportunities for students to have a voice in the space.
4. I plan on using unbiased data from assessments to help guide the way students learn
through formal and informal assessments is to identify if students feel that my
assessments are valid for their learning journey.
5. How do the learning tasks relate to the students’ lives outside of school? This question is
a way for the teacher to put a culturally responsive scope on what students are doing
outside of the classroom and how I can implement strategies into the classroom.
6. How do I connect with the families’ funds of knowledge and experiences? For this
question, the lesson will guide the way my concerts provide the community with
connections through music.
7. How can I encourage students to be respectful of other students’ perspectives? This will
require some sensitive understanding of my current students and how they interact with
each other; the data collected will provide the teacher with information that supports a
positive or negative environment for learning.
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8. How will I foster collaboration with students is a way for the teacher to see and reflect?
By using journaling or discussions on how students see the connection with each other
musically.
INTASC Standards
The first INTASC standard is Content Pedagogy. This is where the teacher understands
the central concepts, tools of inquiry, and structures of the discipline he or she teaches and can
create learning experiences that make these aspects of subject matter meaningful for students.
The second standard is Student Development. The teacher understands how children learn and
develop and can provide learning opportunities that support a child’s intellectual, social, and
personal development. The third standard is Diverse Learners. The teacher understands how
students differ in their approaches to learning and creates instructional opportunities that are
adapted to diverse learners. The fourth standard is Multiple Instructional Strategies. The teacher
understands and uses a variety of instructional strategies to encourage student development of
critical thinking, problem solving, and performance skills. The fifth standard is Motivation and
Management. The teacher uses an understanding of individual and group motivation and
behavior to create a learning environment that encourages positive social interaction, active
engagement in learning, and self-motivation. The sixth standard is Communication and
Technology. The teacher uses knowledge of effective verbal, nonverbal, and media
communication techniques to foster active inquiry, collaboration, and supportive interaction in
the classroom. The seventh standard is Planning. The teacher plans instruction based upon
knowledge of subject matter, students, the community, and curriculum goals. The eighth
standard is Assessment. The teacher understands and uses formal and informal assessment
strategies to evaluate and ensure the continuous intellectual, social, and physical development of
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the learner. The ninth standard is Reflective Practice: Professional Development. The teacher is a
reflective practitioner who continually evaluates the effects of his or her choices and actions on
others and who actively seeks out opportunities to gain experience professionally. The tenth
standard is School and Community Involvement. The teacher fosters relationships with school
colleagues, parents, and agencies in the larger community to support students’ learning and wellbeing.
Although all standards are equally important, I will be focusing on standards one and
nine. The first standard will provide evidence of my growing knowledge in music. The materials
used are homework assignments, assessments, concert programs, and other artifacts. The ninth
standard will show that I can effectively evaluate my own teaching through journals, logs, and
evaluations. This may also provide evidence that I am seeking outside opportunities to gain
experience as a music educator.
Methods and Procedures
The purpose of describing my own teaching is how I use data to improve my practice that
coincides with the INTASC professional standard. It is important to choose a method that can
account for the standard and how I apply it to my own practice through data collection.
Accordingly, this study was designed as an action research study. In order to collect data, I will
use mentor observations, lesson plans, and student surveys. This data will be collected
throughout my practicum and be analyzed to find relating material to my focus questions.
Action research in music education refers to studying music teaching and learning that is
designed by k-12 music education. The three main types of action research are Individual,
Collaborative, and School-wide. I am completing an Individual action research project that
involves working independently as a music educator in a classroom with students. As I have
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discovered all teachers have struggles with students, the key to struggle is to focus on a way of
identifying the challenge and develop a plan to customize your student’s needs. If the action
research has a valid question to increase awareness of the classroom issues, then the results will
become effective for multiple music educators. Most action research is designed to support
moving music education forward.
The way we gather data has changed over the last 30 years, specifically regarding
qualitative data in the fields of social sciences and education (Bogdan & Biklen, 1982; Bresler &
Stake, 1992; Erikson, 1973; Guba, 1990). By providing a comprehensive approach to support
research, actions will be different based on the context of research. Examples of qualitative
methods are observations, interviews, forums, and discussions. In my research findings I will
develop a more comprehensive response of my qualitative and quantitative data.
Chapter 4
Reporting Research Findings
I will begin my results section by using the data I collected from lesson plans,
observations, and student surveys. These three sources will answer the research questions from
Chapter 3. The questions are as follows: What are the cultures? How does the culture apply to
lesson plans? How will students have a voice in the classroom? How do I use unbiased data
from assessments to determine student learning? How can I connect with the families’ funds of
knowledge? How do the learning tasks relate to the students’ lives outside of school? How can I
encourage students to be respectful of one another? And finally, how can I foster collaboration
with students? By answering these questions with the data gathered, I will be able to find the
most effective practice techniques for a band classroom.
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I have gathered quantitative data by tallying my number of occurrences in observations,
lesson plans, and student responses that relate to the question. The qualitative data comes from
sources within the observations, lesson plans, and student responses. I recognize that this data is
not complete and will be an ongoing process over the course of my career. The data will reflect
what I have gathered from the beginning of my practice as a teacher until my completion of the
degree. By connecting the data gathered from the beginning of my teaching through today, I will
be able to identify specific areas that are effective and notable. I also recognize that my data will
always be biased because the cultures and responses given are only a small part of understanding
education.
Data Analysis and Coding Process
The analysis began by collecting 20 lesson plans that I wrote during my practicum
program. As I read through my lesson plans, I notated any similarities and patterns of my
practice. These patterns were connected to my primary questions and marked as single
indications of the concept question. Initially, I began with two concept questions, but decided
that many other parts of my lesson led to the development of more questions.
Mentor Observations
Table 1
Nov 29, 2021, Observation – University Supervisor and Cooperating Teacher
Question

Quantitative Qualitative data (quotes)
Data (tally)

What are your cultures?
3
How does the culture apply to lesson
plans?

5

I ask students about their
Thanksgiving break
What makes practice successful,
what works?
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How will all students have a voice in
the classroom?

1

11:13 you asked where should you
practice and what didn't go well with
practicing?
As the students play the warmup
scales, you listened and check for
understanding (informal
assessment).

2

You asked the students how was
their Thanksgiving break?

2
How do I use unbiased data from
assessments to determine
student learning?
How can I connect with the families’
funds of knowledge and
experiences within the lesson?
How do the learning tasks relate to the
students’ lives outside of
school?
How can I encourage students to be
respectful of other students’
perspectives?
How will I foster collaboration with
students?
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What makes practice successful,
3
what works?
Throughout the lesson you provided
feedback to the students as they play
5
as you response to their answers
You play along with students on
your trumpet to model how to play a
4
piece of music.
Note. A tally of my cooperating teacher and university supervisor observations in three columns.
This is my feedback from my two mentor observations at the beginning of my practicum
program. Both responses were from 90-minute class periods that required a focus on music
education. The mentor observations were collected to be used in a mentor meeting to discuss
some of my teaching methods. The results of this meeting determined some of my future goals
and what I can improve on for the next observation.
Table 2
March 3rd, 2022, Observation – Cooperating Teacher
Question
What are your cultures?
How does the culture apply to lesson
plans?

How will all students have a voice in the
classroom?

Quantitative Qualitative data (quotes)
Data (tally)
0
not applicable for this lesson plan
Students were able to listen to a
piece of literature with the
breathing practice technique used
3
from prior lessons.
Students had questions about
how various platforms worked
4
and the teacher was able to direct
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students to be successful on the
platform.
How do I use unbiased data from
The assessment is aligned to a
assessments to determine student
learning target, is
learning?
developmentally appropriate,
2
allows for student choice.
How can I connect with the families’ funds
The lesson is based on a
of knowledge and experiences
formative assessment of
within the lesson?
student’s prior knowledge of
2
basic rhythm counting.
How do the learning tasks relate to the
The learning targets and agenda
students’ lives outside of school?
was posted on the board and
discusses how it will apply to
1
student learning.
How can I encourage students to be
All students were highly engaged
respectful of other students’
in the lesson. No concerns about
perspectives?
2
classroom management.
How will I foster collaboration with
The teachers understanding of
students?
various platforms to create music
and passion for music are evident
in their connections with
2
students.
Note. A tally of my cooperating teacher observations in three columns.
This feedback is from my coordinating teachers’ observations during a lesson that focused on
rhythm comprehension from the middle of the year.
Table 3
May 5, 2021, Observation – University Supervisor
Question
What are your cultures?
How does the culture
apply to lesson
plans?
How will all students
have a voice in
the classroom?
How do I use unbiased
data from
assessments to
determine student
learning?

Quantitative
Data (tally)

Qualitative data (quotes)

5

The instruction is adjusted to match the size and
ability of the group.
During the discussion all students were gathered
at the same table to have a clear communication
session.

3

The immediate feedback that relates specifically
to the piece of music you are playing.
Specifically, how to practice a measure or two
correctly.

4
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How can I connect with
the families’
funds of
knowledge and
experiences
Throughout the lesson you check for
within the lesson? 3
understanding and provide feedback.
How do the learning
tasks relate to the
students’ lives
You begin your class with prayer and how music
outside of school? 3
connects students to rhythms.
How can I encourage
students to be
respectful of other
The students choose one piece to play correctly
students’
for the class. Each student supports the other by
perspectives?
2
listening and encouraging successful playing.
How will I foster
collaboration with
As students work in pairs you provide feedback
students?
when they practice as well as after they have
3
rehearsed.
Note. A tally of my university supervisor observations in three columns.
This is my final feedback from my mentor observations and was collected during a lesson that
focused on preparing and practicing for an upcoming performance.
Figure 1
Total Observation Tally
Question
1.

What are the cultures of my students?

2.

How does the culture apply to lesson plans?

3.

How will all students have a voice in the classroom?

4. How do I use unbiased data from assessments to determine student
learning?

Quantitative
(tally)
3
12
11

6

5. How can I connect with the families’ funds of knowledge and experiences
within the lesson?
7
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How do the learning tasks relate to the students’ lives outside of school?
7

7. How can I encourage students to be respectful of other students’
perspectives?
8.

How will I foster collaboration with students?

9
9

Note. A comprehensive tally of all three observations into one chart.
As you can see from the figure above, the largest categories that were tallied were the questions
about culture applying to the lesson plans and creating a place where students have a voice in the
classroom.
Lesson Plans
Table 4
First Submitted Lesson Plan September 2021
Question
What are your
cultures?
How does the culture
apply to
lesson plans?
How will all students
have a voice
in the
classroom?
How do I use
unbiased data
from
assessments
to determine
student
learning?
How can I connect
with the
families’
funds of

Quantitative Qualitative data (quotes)
Data (tally)
3
Play Star Wars on trumpet to show how a piece
follows a specific scale pattern.

3

Using the acronym Every Good Band Deserves Fudge
and FACE in the space.

6

As an informal quiz on the scale each student will
raise their hand to answer the questions provided.

3

The scale game is where students stand up and play
through a scale together. If a student makes a mistake
they will sit down. The last members standing will
earn a treat.

3

Have students go home and create their own melody
on the B flat major scale.
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knowledge
and
experiences
within the
lesson?
How do the learning
tasks relate to
the students’
lives outside
Students will learn how to play Star Wars on the B flat
of school?
3
major scale.
How can I encourage
students to be
respectful of
other
students’
Asking students to raise hands and wait for the answer
perspectives? 4
from another student.
How will I foster
collaboration
Students will pair up learning the B flat major scale
with students? 5
together.
Note. A tally of my first lesson plan in three columns.
This lesson plan focused on how students can learn the B flat major scale together as a class. The
purpose of the learning target was to prepare students for a concert that featured a piece of music
that used the B flat major scale.
Table 5
Second Submitted Lesson Plan February 2022
Question

Quantitative Qualitative data (quotes)
Data (tally)
When students hear a piece of music, they are able to
4
identify rhythms specifically relating to band.

What are your
cultures?
How does the culture
apply to lesson
plans?
3
How will all students
have a voice in
the classroom? 3
How do I use unbiased
data from
assessments to
determine
student
3

We will listen to a piece of literature from a student’s
choice, then identify what time or rhythms are used.
Students will respond or mimic what the teacher plays
during the echo activity.

I will observe if students can accurately play the
rhythm back correctly.
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learning?
How can I connect
with the
families’ funds
of knowledge
and
experiences
within the
lesson?
0
How do the learning
tasks relate to
the students’
lives outside of
Students will be able to hear a piece of music outside
school?
3
the classroom and identify rhythms used.
How can I encourage
students to be
respectful of
other students’
perspectives?
1
Each student will respond with what they hear.
How will I foster
collaboration
with students?
Students will receive a digital handout to evaluate the
3
counting method discussed in class.
Note. A tally of my second lesson plan in three columns.
This lesson focused on the learning concept of rhythm. Students were provided a lesson on how
to count rhythms then to respond with what they knew about rhythms.
Table 6
Third Submitted Lesson Plan April 2022
Question
What are your
cultures?

Quantitative Qualitative data (quotes)
Data (tally)
Student will have the opportunity to write up a stress
and toss it into the recycling bin. Acknowledging the
issues, we bring from our own lives and releasing any
2
stressors through written statement.

How does the
culture apply
to lesson
plans?
6
How will all
students have
a voice in the 8

Students will discuss in a small group why do we
practice. What does that behavior promote?
Students will share their own 2 bar practices session
and discuss how well they feel about the piece now.
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classroom?
How do I use
unbiased data
from
assessments
to determine
student
learning?
How can I connect
with the
families’
funds of
knowledge
and
experiences
within the
lesson?
How do the learning
tasks relate
to the
students’
lives outside
of school?
How can I
encourage
students to
be respectful
of other
students’
perspectives?
How will I foster
collaboration
with
students?

3

Informal assessments determine what students are
learning and using as practice techniques.

3

Students with varying needs will be paired
appropriately. This will provide both students
opportunities to develop musicianship skills and
leadership skills.

5

Find a section that needs attention, practice those
specific issues, then apply the practice towards the
greater piece of literature.
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Each student will have a partner that supports their
learning journey. These students will suggest any
changes or errors to improve or fix a section of the
6
piece.
Today’s lesson is called Think Pair Share. This lesson
will require you to practice or think about a measure or
two that you struggle with, then share it with a partner
with feedback, and finally present your measures to the
5
class.
Note. A tally of my third lesson plan in three columns.
The final lesson that was analyzed focused on how students can practice and create a piece of
music they are proud to present. The purpose of this target was to prepare students for an
upcoming performance.
Figure 2
Total Lesson Plan Tally
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1. What are the cultures of my students?
2. How does the culture apply to lesson plans?
3. How will all students have a voice in the classroom?
4.

65

9
12
17

How do I use unbiased data from assessments to determine student learning?

9

5. How can I connect with the families’ funds of knowledge and experiences within
the lesson?
6.

How do the learning tasks relate to the students’ lives outside of school?

7.

How can I encourage students to be respectful of other students’ perspectives?

8. How will I foster collaboration with students?
Note. A comprehensive tally of all three lesson plans combined.

6
11
11
13

As seen from the comprehensive figure above, the largest categories that were tallied were the
questions about creating a place where students have a voice in the classroom and collaboration
with students.
Student Survey
The student survey was conducted through a google form questionnaire. The first
question was collected at the beginning of the school year, prior to the start of my research. The
second group of questions, 1-8, were collected at the last half of the school year. This data should
represent the differences in student cultures and how I use culture to guide my lesson planning.
Table 7
An Anonymous Survey Question Asked at The Beginning of The School Year. Not One of The
Main 8 Questions.
Question
Do you feel connected as
a community in
band?

Example quote
Response 1: “It's nice that we can still talk together and meet up, so
yeah I still feel connected to the community.”
Response 2: “Absolutely! Mr. Donnelly’s classroom is the most open
and respectful space where I know my voice is heard, respected, and
listened to no matter what. Mr. Donnelly has done so much for each
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one of his students as well, going well above expectations and doing
everything in his ability to ensure that his students are safe and in a
strong and educational learning environment.”
Note. A two-column response of the question.
Table 8
Anonymous Survey questionnaire asked towards the end of the school year.
Question
Example quote
What are your cultures?
Response 1: “Athlete and Musician.”
Response 2-7: “No answer”
Response 8: “White middle class.”
Response 9: “German”
Response 10: “White”
How does the culture
Response 1: “You have taught me hard work through practice and
apply to the
dedication and that applies to my culture of being an athlete and a
lesson plans?
musician.”
Responses 2-6: “Not applicable.”
Response 7: “Not at all.”

How will all students
have a voice in
the classroom?
How do I use unbiased
data from
assessments to
determine student
learning?

How can I connect with
the families’
funds of
knowledge and
experiences
within the lesson?

Response 8: “Being able to express pain.”
Response 9: “We played music by white people.”
Response 1-8: “Yes”
Response 9: “Seniors yes but everyone else no
Response 1: “
They are unbiased in the fullest! Mr. Donnelly treats all of his students
and assesses without any sense of bias. He helps those who are
struggling and are new to music and tries his best to provide fair and
honest feedback as well while doing so.
Response 2-7: “Yes”
Response 8-9: “No”
Response 10: “I guess”
Response 1: “In multiple ways, mainly though in providing an
opportunity for each of us to grow through completely switching focus
halfway through the year.”

Response 2: “I’m unsure, I would have to ask them.”
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Response 3: “In one way or another.”
Response 4-6: “Yes”
Response 7: “No”
How do the learning
Response 1: “Yes. While I have not had the opportunity to practice
tasks relate to the these on a large scale outside of school, they have made me more
students’ lives
attentive to small details and improved my ability to make myself a
outside of school? better musician overall.”
Response 2: “Yes by teaching how to work hard and how to practice”
Response 3: “Personally I feel musicality can only be applied to music.
But technique and paying attention to it is applicable everywhere.”
Response 4: “No”
Response 5-8: “Yes”
Response 9: “Yes and you need a better salary.”
Response 10: “Yes the pursuit of musicality has taught me to think
more about my life experiences and reflect.”
How can I encourage
Response 1: “Almost completely, but Ames is obviously disliked by
students to be
most of the class.”
respectful of other
students’
perspectives?

How will I foster
collaboration with
students?

Response 2-8: “Yes”
Response 9: “Mostly”
Response 1: “Yes you gave us a lot of freedom”

Response 2-8: “Yes”
Response 9: “I sometimes felt like my opinion wouldn’t be put into
use.”
Note. A two-column response of the forum.
Figure 3
Total Tally for all Quantitative Data
Totals
1. What are the cultures of my students?
2. How does the culture apply to lesson plans?
3. How will all students have a voice in the classroom?
4.

How do I use unbiased data from assessments to determine student learning?

5. How can I connect with the families’ funds of knowledge and experiences within
the lesson?

12
24
28
15
13
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6.

How do the learning tasks relate to the students’ lives outside of school?

7.

How can I encourage students to be respectful of other students’ perspectives?

8. How will I foster collaboration with students?
Note. A comprehensive collection of all three lesson plans and observations.

68

18
20
22

As seen from the figure above, the largest categories for all the data collected was how all
students have a voice in the classroom. The least tally points were for the question about what
the cultures of my students are.
Conclusion
The information presented in this data collection is a result of my teaching practices.
Each type of data was compiled through a document then transcribed above. A comprehensive
analysis of the data will be presented in my Summary.
Chapter 5
Summary
Reflection
This chapter is organized into five sections. The first section will be a response to my
overall summary of the study, followed by the summary of the findings and their conclusions.
After this are the implications of the students, and the chapter is completed with
recommendations for future research.
Overall Summary
The value of my discovery is humbling and enlightening. Each student, lesson plan, and
other forms of data gathered helped me understand my relationship with students, peers, and
myself. I believe this project created a new way for me to consciously look at my biases as well
as inherent problems within the communities we create through music education. Having these
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discussions and forums created a sense of pride in my pedagogy to support every student I teach.
Through these discoveries, I believe my practice will continue to support the concepts of a
culturally responsive classroom. Each section of my research will report specifically what I
found.
The objective of this study was to explore the bias in my education narrative and provide
instrumental music educators the opportunity to develop with three research questions, based off
my experiences, as listed below:
1. What does Bilingualism look like in the instrumental music classroom?
2. How am I providing a culturally responsive music education?
3. What are some of the best Instructional Practices that support music education?
The first research question identified what bilingualism is and how it can be applied in the
instrumental music classroom. Research question two focused on my current practice and how I
provide a culturally responsive program. Research question three identified some of the best
instruction practices that support all music educators. By using the eight sub questions, I was
able to answer the main research questions. The eight questions are as follows:
1. What are the cultures of my students?
2. How does the culture apply to lesson plans?
3. How will all students have a voice in the classroom?
4. How do I use unbiased data from assessments to determine student learning?
5. How can I connect with the families’ funds of knowledge and experiences within the
lesson?
6. How do the learning tasks relate to the students’ lives outside of school?
7. How can I encourage students to be respectful of other students’ perspectives?
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8. How will I foster collaboration with students?
All three data resources provided me with a clear understanding that this is an ongoing study that
will be used throughout my career.
Summary of the Findings
The findings showed a distinct similarity in each category collected. However, there were
also some inconsistencies that should be noted and improved upon. For research question one,
the findings are as follows:
i.

Bilingualism requires an understanding of the student’s home lifestyle and culture.
The first sub question asked focused on the bilingualism concept of what are the
cultures of my students? Although this question was not immediately clear in my
lesson plans or observations, it was clear that I understood my students’ cultures.

ii.

The qualitative data indicated that through six evaluations of cultural references, I
connected my teaching practice twelve times throughout the year. It should be noted
that this qualitative data could be subjective as the data analyzed whether I created a
specific culture in my classroom.

iii.

It should also be noted that when I directly asked my students questions about their
culture, the responses were collectively different. Some students understood culture in
reference to the classroom environment, some based culture off race, and some based
culture off what we studied in the instrumental music classroom.

iv.

The two lowest collected data points were sub questions for bilingualism: what are
the cultures of my students, and how can I connect with the families’ funds of
knowledge and experiences within the lesson?
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Research question two investigated the culturally responsive music education classroom.
Although the first two questions do have some commonalities, each should be analyzed in a
different scope. The analysis of the data led to the following findings:
i.

Like bilingualism, culturally responsive education in my classroom requires a few
more details in my practice. Both questions about unbiased data from assessments
and how do the learning tasks relate to students lives outside of school did not occur
as regularly as thought previously.

ii.

This data is also subjective as to how a student learning in the instrumental classroom
can relate to materials outside of the classroom. If a student learns a rhythm, it can be
noted that they will experience this rhythm somewhere in their own culture.

iii.

In the student survey or qualitative data from Table 8, students do feel they have a
direct connection between the music and their daily lives. Some indicate they do use
the skills for excellence in other parts of their lives, and others indicated they don’t
see a direct connection.

iv.

Students do understand that becoming a dedicated musician who understands the
rigor of practice and performance can be related to other aspects of life, not just
music.
The findings for research question three affirm that some of the best instructional

practices in music education were addressed. The analysis of the data led to the following
findings:
v.

It is clear from the data collection that creating a student voice in the classroom is
crucial to classroom success. The highest collected data point was providing a space
for students to have a voice in their own learning journey.
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The student survey indicated that all students felt they had a voice in their own
learning process.

vii.

Although I had some lower bilingualism tally points my support of student voice will
help understand how bilingualism works in the instrumental classroom.

Implications of the study
The findings in this study have contributed to the understanding that students’
backgrounds will reflect a successful and culturally responsive education learning environment.
This study yielded findings that indicated students’ voices are valuable in the classroom. The
findings concur with the theoretical and practice implications for all who are in the field of
instrumental music, especially those who are educators. The implications are as follows:
Instrumental Music Field
For those who are in the field of instrumental music I have determined four key points about this
study:
1. Music is a time capsule that captures who we are as a society forever. In western music
cultures this might be the way we notate a rhythm or perform a trio sonata with four or
three musicians. As musicians we should always think about what music will remind us
on, specifically what the trends were previously. The music will live on forever.
2. Music is the first way we can communicate with each other. Think of a mother singing to
her children or a skill develop as a child with your abc’s. A form of bilingualism is
growing you own cultural identity and music is at the forefront of culture.
3. Celebrate the music, influences, and fashion for what it represents. Music can change the
world and become an advocate for change. Celebrate the opportunity to make a change
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through musical power. This can also create controversy and create boundaries, be
mindful of the musical trends and open your ears to new opportunities.
4. As with all culturally responsive practices music will help us find our identity. Let your
music journey be open to many different cultures and mold your identity to be a vast
array of cultures. If you cannot travel use music to transport you to other parts of our
world.
Instrumental Music Educators
1. Backgrounds should be at the forefront of our education journey. Teacher and educators
will be cautious with their practice when communicating with students. This is because of
morals and values that come with the pursuit of education especially in an educational
institution. Because education is established with background knowledge educators must
be the best people to support background cultures.
2. The findings of this study have indicated that the data we collect can either be the same
or different to show a certain value, but the context is crucial. In addition, educators
especially in the field of instrumental music should be open to new and different
interpretations of culturally responsive education. It should also be understood that to
cater to student needs educators should be aware of their own cultural differences.
3. Through family and community collaborations the value of a person begins in the home
life. The findings indicate that there are external factors that contribute to the
understanding of culture. As such, teacher training facilities, professional development,
psychology and counseling support should be incorporated to understand the
communication needs. It should also be communicated to your communities what your
own intentions and perspective are.
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4. The study on bilingualism uses two modes of reflection: speech and writing. The findings
showed that the speaking mode creates more individual value than the written mode. I
associate the speaking mode with music playing mode. This means education needs to
focus on students’ music playing language more than its written one to be reflective of
the students’ values and promote more classroom discussions.
5. Educators who use the culturally responsive approach for teaching will understand how
to guide the tone of the classroom.
Higher Learning Institutions
1. The first step for any institution is to promote more classroom communication beyond the
physical classroom, but also through online interactions and face to face communication.
2. Culturally responsive pedagogy is an approach that is more than just a pedagogical
method as it can be used to develop values within your own students. Those values are
considered a way to provide students with interactions that prepare them for their own
culture positivity.
Recommendations for Further Studies
This study has contributed to the understanding of students’ values reflected in their
participation in the instrumental music education environment. As the study continues to evolve
there should be a few areas for future support. The recommendations are as follows:
1. This study was on twelve participants during a selected amount of time. Some responses
and values were identified based on the characteristics of a culturally responsive
education (1994). It is recommended to conduct a similar study throughout the education
practice as cultures and communities will change over time. If these findings still reflect
the same values, the research should be analyzed for any mistakes or inadequacies.
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2. The findings showed that most of the values in these students were created through a
face-to-face session rather than online forums. There was a small lack of participation in
the online forums and with more participation, more discussion may emerge from the
questions.
3. The presence of these values emerged more in the lesson plans and observations than in
the written form because the process of instrumental music is a verbal communication
method.
4. In this study, the face-to-face interaction was synchronous, and the online forum was
asynchronous. It is suggesting that a future study be carried out with both face-to-face
and online forum discussion in a synchronous mode because of the time it would take for
participants to create thoughts and ideas.
Conclusions
My purpose for this research project was to provide tangible resources for music
educators in bilingualism that supports both students and teachers. To change how we
comprehend and apply culturally responsive practices through music education. Finally, to
provide systematic changes for education systems that do not support music education in a way
that supports each music student.
What I have provided in this action research project are specific examples of how a music
educator like myself will be able to support students from culturally diverse backgrounds. My
above findings, implications, and recommendations for further research will provide educators
an opportunity to look at their own practice and create change or understanding in the
instrumental music classroom. Though my research is limited, it will provide a point of change
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